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Abstract 
The task of incorporating music into an Honors Humanities course can be daunting to 
anyone who is not a musician, for the language of music and music theory can seem 
incomprehensible to those unfamiliar with it. But, focusing on the philosophical 
reasoning behind specific movements of music can be the pathway to studying the role 
music has played in human history. By examining history and society through the lens of 
opera's development, it is possible to link many humanities fields: art, drama, literature, 
philosophy, history, and music. Opera synthesizes all of these fields, while providing a 
unique, additional voice to history's ongoing conversation about the human experience. 
This project designs an Honors 202 course that uses opera history as its underlying, 
guiding concept. Through weekly lesson plans, discussion questions, readings, listenings, 
and assignments, the course aims to guide students through the history of opera, human 
emotions, and the human experience in a way that is accessible to non-musicians and 
musicians alike. 
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Process Analysis 
In Dr. Stedman's Big Dreams, Big Ideas class my freshman year, I was given the 
assignment to write about someone I admired. The person was to be someone from my 
prospective field of study, and I chose Broadway actor and singer Franc D'Ambrosio, 
whom I had worked with the previous summer. To end my writing assignment, I came to 
the following conclusion: "[Franc] shared his love of his art, expertise, and passion with 
all of us [students]. This is what I would like to do with my life; I want to share my love 
of opera with others." At the time, I thought that I would achieve this goal by becoming a 
famous, successful opera singer who would develop some kind of public outreach 
program. Even then, this seemed unlikely, for a number of reasons. But, it was the only 
idea I had. 
The thought of teaching, oddly enough, had never crossed my mind. 
I knew that I wanted to share my love of opera and classical singing with others, 
but I thought that the only way to do this would be through performing. Still, I wondered: 
"If perfom1ing were enough, why haven't famous, successful opera singers already been 
able to impact the larger public? What could I do differently?" 
Until October of 2015, I still did not have an answer to this question. By that 
point, I was a junior in college, and I had been debating several thesis topics. All of the 
ideas involved classical music in some way, and I wanted my thesis to help fulfill my 
initial goal: to share my Jove of opera with others. None of the ideas seemed practical, or 
useful, or applicable. And, just when I decided that I would have to choose another topic 
for my thesis, I had a conversation with Dr. Jason Powell. 
2 
At the first Curriculum Crash Course, I had the opportunity to speak with Jason 
about a humanities class that he was teaching. Jason asked me ifl had any thoughts about 
how to include some music history into a humanities class. At the time, I was taking a 
music history course, and I recommended that Jason discuss the development of opera in 
his classes. Since music history was such an expansive subject, I told Jason that it would 
be best to focus on a specific genre of music (such as opera) and teach some lessons 
about its development. Opera, I explained, would be especially effective, for it involved 
other areas of the humanities: writing, drama, art, history, and philosophy. 
This idea intrigued Jason, and at the Curriculwn Crash Course he asked ifl would 
be interested in giving a few presentations about opera in his class. The idea intrigued 
me, as well, and I agreed. There have been many exciting, unbelievable moments and 
opportunities throughout the creation of my honors thesis creative project, but I think that 
this initial offer is the most remarkable. Without Jason's trust in me, as well as his 
willingness to try a new idea, I would still be brainstonning thesis ideas. From this 
moment forward, I had the chance to leam a great deal about opera, about the art of 
teaching, and about myself. 
During the first phase of this project, Jason invited me into his class once a week 
to teach lessons about the development of opera. I taught his Honors 202 class at 9:30 in 
the morning; each week, lied students through presentations about opera, which would 
often include listening to brief snippets of opera in class. I met with Jason once a week to 
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review what I planned to teach, for I could not attend Jason's other 202 class at 12:30, 
and he had to teach my opera lessons in that class. These meetings with Jason were rather 
enlightening, for I realized that I had learned opera history through the lens of music 
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theory. When I explained several concepts to Jason, I had to bear in mind that, while he 
·much more intelligent and competent than I, he was not a musician. Therefore, the music 
theory-based ideas and concepts that held so much meaning to me actually meant little to 
him, for he was not well-versed in those concepts. By teaching Jason, and Jason's 
students, I realized that the way I had learned opera history was not the way that I should 
teach opera history to non-musicians. 
Much of my teaching in Jason's classes was a trial and error process. Each week, 
I tried to incorporate a different amount of music theory and terminology into the lessons, 
and I gauged the class's response to the material. Sometimes, they could grasp the 
concepts and understand them. Other times, their eyes became glazed, distant, and, 
eventually, drifted closed. (No kidding. That happened a lot in the 9:30am class.) Those 
were difficult moments; it was not easy to watch others fall asleep as I shared my passion 
with them. But, I learned a great deal from these moments, and I used this knowledge to 
craft the final version of the course that I created for my honors thesis project. 
This is not to say that I needed to make the material simpler or less accurate. 
Rather, it meant that I needed to think about the development of opera in another, more 
humanities-based way. Instead of thinking about the who, what, andwhere, I needed to 
focus on the how, the why, and the ways in which opera related to other areas of the 
h umani ties. 
As I worked with Jason, I gained insight into the mind and teaching process of an 
honors educator, and this was also helpful. I would like my thesis project to demonstrate 
that one does not need to be a musician in order to incorporate music into a humanities 
class, and working with Jason helped me understand how I could make my vision 
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become a reality. "lfthere is one thing that honors professors know how to do," Jason 
said, "it's learn." And this was true: Jason was eager to learn what I had to share about 
opera, and he was a quick study. As I crafted my weekly lessons, however, I noticed that 
Jason often made connections between opera and the subjects of history and philosophy. 
When he made those connections, it enriched the lessons I created by transforming opera 
from a distant, unapproachable genre surrounded by music theory and Italian words to a 
relevant, relatable topic. Jason's insights did not change the history of opera-instead, 
they helped me realize the parts of opera history that were the most universally 
recognizable and applicable to anyone, musician or non-musician. 
By the end of the semester, I had learned I needed to approach teaching opera 
history from the macro level instead of the micro level: the emphasis should not be on 
names, important dates, or what kinds of dissonances Baroque composers used. Instead, I 
needed to focus on larger, more philosophical themes: why was opera created? What void 
did it fill? What did its creators hope that it would achieve? How does it make us feel? 
Why is it important that art makes us feel anything? Should art reflect society? If so, what 
parts of society? Once I began to ask these questions and examine them through the lens 
of opera, I knew that I could create a class that could be taught and appreciated by all 
professors and students-musician and non-musician alike. One does not need to know 
the intricacies of music theory to be able to ask and investigate those questions. All that is 
needed is a sense of curiosity and a willingness to explore an art form with which he or 
she might be unfamiliar. 
In addition to these important lessons I learned about teaching opera in a 
humanities class, I also learned a great deal about myself. I knew, after a semester 
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teaching in Jason's class and another semester ofT A experience, that I enjoyed teaching. 
I had always loved being able to share what I knew and what I was passionate about-but 
this time, I shared it in a classroom, not a concert hall. I realized that my desire to 
perform had waned, or, at least, changed. Instead of singing for hundreds, I was more 
content to teach to twenty students. I looked forward to each class, wondering what 
questions the students would have for me, what comments they would make, and the 
connections that they would draw between my teaching and their own lives. 
I began to imagine a future of teaching, which I had never considered before. 
And, as I imagined, the more excited I became-a kind of excitement I had never felt 
about performing. In a recital or show, the audience is dark, and all lights and attention 
focus on the perfonner. In a classroom, the attention is shared among everyone, teacher 
and students alike. I loved watching the students' reactions, loved it when they 
interrupted me to ask a question, and could not wait to talk with Jason after each class 
about how the lesson had gone. There is much I still have to learn about the art of 
teaching, but I know that this is a skill that I would like to hone and perfect throughout 
my adult life. 
I finished teaching a semester of lessons, and after a few conversations with 
Jason, we decided that there was one large problem with what we had done: the opera 
lessons did not correlate with the rest of the course' s readings. Neither Jason nor I liked 
the incompatibility between opera and the rest of the class, and Jason suggested that, for 
my honors thesis project, the course I designed should do the reverse. Instead of 
integrating opera into an existing Honors 202 syllabus, Jason suggested that opera should 
serve as the guiding concept. This way, the readings could be tailored to fit with opera 
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history's progression, and opera could infmm the rest of the course. In essence, this 
Honors 202 class would examine the development ofWestem civilization through the 
lens of opera history. 
I consulted my music history professors, and with some of their suggested 
strategies and texts in mind, I set out to create my course. It would be an Honors 202 
class, for opera began around 1600, and the course would end with Mozart's Don 
Giovanni (written in 1787). This is the approximate span of history that Honors 202 
covers. With this time period in mind, I started building my course by choosing which 
operas the course would explore. These operas were chosen based on the ideas that I 
wanted to examine throughout the course (I also decided to include a week of lessons 
about the end of the Renaissance Era to give students some added context). Each week 
would embody a different theme or concept, and the operas would help investigate that 
theme: 
Theme Opera/Composer 
Moving the Emotions La Pellegrina, Florentine Camerata 
The Baroque Affections L 'Orfeo, Monteverdi 
Dissonance, Contrast, and Gender Monteverdi 
Art as a Business Orontea, Cesti 
History Portrayed on Stage Giulio Cesare, Handel 
The Art of Propaganda/Government Armide, Lully 
Involvement 
Early Enlightenment Orfeo ed Euridice, Gluck 
Social Class and Tension La Serva Padrona, Pergolesi 
Late Enlightenment Don Giovanni, Mozart 
Once I identified these operas and composers (based on what I had learned in my 
music history courses, as well as my own research and investigation), I began to design 
the weekly lesson plans. Each week, students are required to complete a reading 
assignment related to the opera of study that week. Sometimes, I require students to 
complete a listening assignment, as well. Since I do not have a Blackboard site on which 
to post these assignments, I created my own website for the course. Here, students can 
find all reading and listening resources. For each week's lesson; students are also 
required to write a 150-word (minimum) blog post that is based on the readings, 
listenings, and a prompt that I provide. Each of the prompts relates to the underlying 
philosophical concept for that week, as well as challenging students to make connections 
between unfamiliar operas and their own lives. These prompts also ask students to 
explore the musical concepts of the operas, thereby familiarizing them with a genre with 
which they might know very little. I designed these prompts to be open-ended and non-
threatening; there are no "wrong" answers--only exploration and discovery. For 
example, in Week 4's assignment, I have students respond to the following prompt: 
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For this week's blog post, we're going to do a little experiment. First. ·watch/listen 
to ''Ahi, cas a acerbo "-but don't read a translation first . In 150 1-110rds or more, explain 
what you think is happening, based completely on the acting, singing, a11d music. Which 
ofyour affections Hlas moved? Then, read a translatio11 and compare 1-vlzat is actually 
happening to what you thought 1"-·as happelling. We'll discuss our responses in class. 
This prompt seeks to accomplish several educational objectives. First, it asks 
students to interact with an unfamiliar concept- in this case, early Baroque, Italian 
opera- in a way that encourages them to explore and make mistakes. Second, it relates 
the opera of the week- Monteverdi ' s L '01jeo- to the w1derlying theme of the week: the 
Baroque affections. Third, it asks students to apply this concept to their own experience. 
With prompts like these, I hope to use these kinds of universal, philosophical concepts to 
create connections between students and opera while encouraging them to explore 
without wonying about whether or not they are "correct." Opera, after all, is 
entertainment, and it is meant to be enjoyed. 
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In addition to these readings, listenings, and prompts, I include the week's lecture 
notes on each web post. While these notes could be helpful for students, I am hoping that 
these notes will be helpful to educators who visit my site to learn more about integrating 
music into their classes. The notes contain all of the information that I would 
(theoretically) teach students in class, and each presentation is a modified, improved · 
version of the lessons that I taught in Jason's class. It is my hope that, in addition to 
creating my own Honors 202 course, my honors thesis can have an impact that extends 
beyond Jason's classroom and the Ball State Honors College. 
When I completed the weekly opera lessons, I collaborated with Jason to fill in 
the rest of the course plan with non-opera readings. Together, Jason and I examined the 
weekly themes and found literary and philosophical readings that correlated with those 
themes. These readings include: Marsilio Ficino's "The Soul of a Man," Pico Della 
Mirandola's, "The Dignity or"Man," the Orpheus myth, Elizabeth Cary's The Tragedy of 
Mariam, Shakespeare's Julius Caesar, selections from Machiavelli's The Prince, selected 
readings from Gottfried Leibniz, Immanuel Kant's "What Is Enlightenment?," and 
Voltaire's Candide. We also included class periods to discuss visual art. At last, the entire 
course was coming together, and I had only one project left: the creation of a syllabus. 
In the syllabus, I outlined my vision for the course, as well as my expectations for 
students. I also explained the assignments: weekly writings, one essay, one cultural event 
critique, and a final project. To create this syllabus (which I wanted to be as accurate and 
collegiate as possible) I consulted other honors humanities syllabi to ascertain what form 
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a syllabus should take, as well as what elements it should include. I wanted the essay and 
fmal project to be in line with the expectations of other humanities classes, yet still reflect 
the goals of my course. This forced me to think about the goals of an honors humanities 
class, as well as my vision for my course. To connect these concepts, I designed a final 
project that allowed for creativity, group work, writing, analysis, research, public 
presentation, and personal reflection. In addition to the essay and final project, students 
would also have to write a critique of a cultural event. All of these assignments are 
outlined in detail in the syllabus. 
As I reached the end of my nine-page syllabus and reviewed my website, I was 
incredibly excited. I started messaging and emailing my friends and family: "The website 
is finished! I have a syllabus! Take a look at it!" I could not wait to share what I had 
created with everyone I knew-to share my passion and love for music and opera. 
And I was excited because, unlike my initial dream of becoming a famous singer 
and doing outreach work, this was a plan that might actually work. What better way to 
share one's love of something with others than by educating? Why not introduce music in 
a classroom as well as a concert hall? Why not show others that, yes, opera really is 
approachable? It does explain how we are human, how we feel, experience, and share 
emotions. And, why not let as many people as possible teach and learn about these 
concepts? This is who we are. This is what makes us human.- While the language of 
music might be unfamiliar to many, that does not mean that we cannot understand what it 
wants to tell us-for it is telling us about ourselves. 
Will this thesis project change the world? No. Will it start a movement among 
society that brings about the return of opera's popularity? Most likely not. Will it show 
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students and educators that music and the rest of the humanities, and ourselves, are more 
connected than they realize? I think so. 
And that is a start. 
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Website URL 
To access the course's weekly Jesson plans, readings, listenings, and assigmnents, please 
visit: 
www .honors202opera. wordpress. com 
HONR 202 
A Journey of the Emotions 
Syllabus 
Instructor: Valerie Weingart 
Email: ,jweingart@bsu.edu 
Class Time: l /Th 12:30-1:45 
Classroom: BA 117 
Credit Hours: 3 
ABOUT THIS COURSE 
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All Ball State H onors Hum;mities classes examine reoccurring themes or concerns through 
literature, visual art, philosophy, and other key artifacts. In this particular section of Honors 
202, we '~ill also be exploring the ways in which opera connect.<; with the other genres of the 
humanities. By using the development of this art form as our guide, we will examine 
important social and philosophical mo\'ements and ideas that de,·eloped from about 1600 
to 1800. Along the way, we will ask questions about what it means to be a human being and 
how the arts can access and move our deepest emotions. The birth of opera began with a 
group of gentlemen an1ateurs asking the question, "How can we create an art form that can 
move the emotions?" From this, we can begin to ask one of the most complex, intriguing 
questions ever posed: "\~at does it mean to be human?" 
\~at role should the arts play in a society? Is it an artist's responsibility to create works 
that reflect or question current societal issues? \~at should the arts depict-the truth, or an 
idealized, imagined version of it? Should we strive to ask questions and push boundaries? 
~at happens when ideas are met with resist<mce and distrust? These are just a few of the 
larger questions that we '~~ll confront this semester, and we ~~ll have the chance to observe 
a di\'erse dialogue bet\veen literary texts, philosophical readings, scholarly argumenL'>, 
Shakespearian tragedies, ancient myths, and artwork. Opera '~ll also join the conversation, 
cont.ribuLing in its own fascinaLing, dramatic language. 
By engaging with this variety of sources that span many years and genres, it is my hope that 
you '~ill develop a deeper, richer understanding of the world and society around you. \-Vho 
are you :) \Vho are we il \i\'hy is it important to ask these questions, and what can we learn 
from the answers to these questions? Many times throughout this course, you might feel as 
if you have to answer questions v\·itl1 new questions. This is not only acceptable, but 
encouraged. Often, we can learn a f,'Teat deal about ourselves by examining the kinds of 
questions we ask about the world around us. 
How do European philosophers connect "~than Austrian composer's opera? How can a 
group of men from Florence's ideas resonate '~than Enlightenment writer and librettist? 
How can a Shakespearian tragedy compare to an Italian opera seria? How can a Greek 
myth inspire generations of writers and composers? How can we live differently, think 
differently, and interact differently, yet still be connected by the same concepts? Together, 
we're going to find out. 
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EXPECTATIONS 
This is an honors course, and it is expected that you behave like honors students-\\~th 
emphasis on academic honesty and integrity, as well as exceptional academic performance. 
VVhat do these expectations include? 
• Attendance 
• 
• 
o This includes punctuality- please be on time! \ Ve have 200 years to cover, 
and we're going to need e\·ery minute \\·e ha,·e. 
Respectful classroom demeanor 
o This is a discussion-based class, and in every discussion, there are times at 
which we will disagree "'~th one another. I am expecting you to treat your 
classmates and their opinions with courtesy and respect. This means 
payin g atten tio n when others are speaking- for this class, I ask tl1al all 
phones, laptops, and electronic de,·ices be put away, unless noted othem~se. 
In a discussion, listening is oflen more imporlanl than speaking. 
o Please refrain from having side COl1\'ersations during class. This is 
distracting lo you, Lo me, to your neighbor, and to everyone else. 
o ~lhile the occasional hwnorous remark is always appreciated (and I'll 
probably attempt lo make some al Limes), please keep all remarks respectful 
and appropriate for the classroom. Believe me: with humor, less is always 
more. 
o There '~~11 be zero tolerance for any remarks, written or spoken, that 
degrade another classmate in terms of opinion, appearance, religious 
beliefs, age, gender, sexual preference, race, or ethnicity. 
Academic honesty 
o You are responsible for all work that you turn in for this class. That means 
that you are the author or creator of all work that you turn in for class. 
Credit must be given for ideas that are not your m~11. This is the academic 
world, and these are the rules by which it operates. 
I ,~11 communicate with you ~a email or in person. You may meet with me any time that it 
is mutually convenient. Please email me ahead of time to make an appointment. 
I respond to emails quickly and check my in box several times a day. In every case, I Hill 
reply to your message within 24 hours. Likewise, I expect you lo check your email at least 
once a day, in case I send messages regarding course assignments. 
R E QUIRED T EXTS 
• Donald jay Grout, A Short Histmy of Opera. 
• Voltaire, Candide (Arouet translation) 
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OUR CLASS WEBSITE 
Ail readings, listenings, and writing assigi1ments related to the course's operatic content are 
posted on our class website: honors202opera.wordpress.com. Consult this site for 
your weekly reading, listening, and writing assignments. 
COURSEWORK 
Reading and Listening Responses 
20% of Hnal grade. 
Each week, there will be posted prompts on the course website. After completing the 
assigned readings and listenings, post a response (1.50 word minimum) dut addresses the 
prompt. These should not be surface-level reactions ("It's great!" "I have no idea." "I guess 
I agree with this." "Because that's what I think."). Instead, they should be the beginnings of 
thoughtful investigations and questioning. \-\! e \~ill use these prompts-and your responses-
to drive our in-class discussions. If you have an idea of your own that is not a response to 
one of the questions that I ask, please 'ATite about it. My questions are starting points for 
you; feel free to expand on them in any way that you believe is significant. 
These responses are a way for you to organize your thoughts about the course material, 
and they are also a way for me to see how the class is responding the week's topics. This 
can help guide the class discussions in a way that will be informative and intriguing for all of 
us. 
Blog posl<i are due by 10 am on the day or class. Feel free Lo read and respond lo your 
classmates' posts! 
Reasoned Critique of a Cultural Event 
10% o[ final grade 
These cultural events do not neeH lobe direcdy related to the course's subject matter, but 
they must take place on campus or in the city of Muncie. If you are in doubt about what 
you plan to critique, please ask me for clarification. Some suggestions for possible cultural 
event critiques: 
• 
• 
• 
• 
• 
• 
Live concert 
Live theatrical perform;mcc 
Lecture 
Art exhibit 
Planetarium show 
L'niversity Film Series (not just a movie at the local theater) 
\ Vhat doesn't qualify: 
. • Pop/country/rock concert 
• Stand-up comedy perfonnance 
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• Church functions 
• Circus performances 
• Any event in which you are a participant 
• Any event that does not take place within the current semester 
Critiques are to be typed, double-spaced, 12-point Times New- Roman font, and at least 
two pages. In the critique, reOect upon your experiences at the evenL \i\lhat were its 
strengths? W eaknesses? Provide concrete examples to support your statements, and 
explain your reasoning in detail. " ' ould you recommend the e\'enL to others? "That kind 
of audience would that be? Also, please explain where you're coming from- are you an art 
major attending an art exhibit? Are you a biology major going to the symphony? This '~ill 
help your reader understand your knowledge and expertise. 
These should be your personal responses to the event, but please remember that all 
opinions and responses must be supported and explained clearly. Your reader has a right 
to know why you feel the way you do. 
All critiques must be turned in on or before \Veek 10. 
NOTE: You to NOT need to be well acquainted with the kind of event you are attending. 
Try something new and unfamiliar! Take notes, be observant, and enjoy. 
Essay 
20% aFfinal grade 
Yotl will write a formal essay on a topic relevant to the course. This can be about opera, 
art, literature, philosophy, or ;my other genre/medium that we cover in this class (or 
combination of them) . This essay should be typed, double spaced, in 12-point, Times New 
Roman font, and no less than 2,000 words (6-8 pages). This essay should engage a m~jor 
theme or topic that arises in class. Depending on the topic, your essay can include 
secondary research, but this is not a requirement. 
You '~ill submit your essay during \ Veek 8. After grading, I will return your essays to you 
with my comments. If you would like to re,·ise your essay based on my remarks, you will 
have two weeks to do so. I want you to have as much practice with formal writing as 
possible, and I believe that learning the art of reYision is one of the most important skills 
that one can gain in college. 
Final Creative Project 
30% of final grade 
\ Vorking in groups of up to four people, your final exam for this course '~~11 be to create a 
modern adaptation of an opera written before 1800 (it can be one that we have studied in 
class, or one that you choose, as long as I apprm·e it) . 
Your project will include the following components: 
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• An artist's statement explaining your adaptiYe choices. \ Vhat did you change about 
the characters? \ i\That parts of the plot needed to be altered, and why? \ Vhat didn't 
change- think about the themes of the opera. \ Vhich are timeless? \ i\Thich are not? 
You need to have specific reasons for each of your alterations. How would your 
choices help the opera resonate with a modern audience? (1 0% of total prqject 
grade) 
• A 10-1.:5 minute presentation of your project. These ,.,ill take place in class during 
Week 15 and our Finals \Veek meeting. (1 0% of total prqject grade) 
o After your presentation, you ''ill act out one of your scenes for the class. 
Singing is not required, but all other elements of your scene are: necessary 
costumes, props, etc. Scenes should be no longer than 1 0 minutes in length. 
This is how you will find out, firsthand, if your adaptation affects a modern 
audience! 
• A specific adaptation of at least three scenes. (1 0% of total prqject grade) 
o This means: writing dialogue and stage directions for at least three scenes. 
You can change words to reflect modern speech, give descriptions of 
characters, have characters engage in modern activities (would Cherubino 
wear a baseball cap and listen to an iPod? Is that lame?), etc. I want to see 
three scenes that demonstrate your updated vision for your opera in detail. 
o You do NOT have to 'nite any music or change the music. 
o Think aboul it this way: the artist statement is the macro \'ision for the 
opera, and the specific adaptation is the micro application of that \'ision. 
Attendance and Participation 
20% of final grade 
Not really "coursework," per se, but since this is a discussion-based class, your attendance 
and thoughtful, engaged participation are part of your grade. You are expected to attend all 
class meetings. Up to three absences are allowed, for any reason, and "~ll not impact'your 
grade. Absences past 3 (unless othem~se arranged vvith me) ,.,i]] decrease your attendance 
and participation grade by 5% for each absence. Think of if this way: no absences= 100/ 100 
for attendance. Missing 4 classes= 95/ 100, missing 5 classes= 90/ 100, etc. 
You can also lose points fo r poor conduct during class, being disengaged during class, or 
not !<iling part in the discussion on a consistent basis. If I find your participation to be less 
than satisfactory, I 'v\illlet you know. H the beha\'ior continues, I will begin to subu·acl 
point<>. 
If you have any questions about your class participation, please speak with me about it. 
A (100-93) 
A- (90-92) 
B (89-83) 
FINAL GRADING S CALE 
B- (82-80) 
c (79-73) 
C- (70-72) 
D (69-63) 
D- (60-62) 
F (59 and below) 
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TECHNOLOGY E XPECTATIONS 
You are expected to have reliable access to the Internet for this course in order to access 
our class website and post your daily writings. You are also expected to print your essay and 
any \~Titten materials for your final project. 
Technological mallimclions do nol excuse !ale work. Back up your files! 
ASSIGNMENT P OLICIES AND D UE D AT ES 
For this class, your gnded assignments '~~II be held: 
• To the academic standards of Ball State Uni,·crsity and the Honors College. 
Assignments will be rel1_1rned if deemed sloppy, unsalisfaclory, or nolmeeling the 
assignment requirements. 
• Late assignment<> ;.viii be penalized by a half of a letter grade for each day that it 
is late. This is not "class days"; this is real days. Ex: an essay due on Thursday that 
is turned in on the fo llowing Sunday could, at highest, receive a B-. 
• I reserve the right to fail an assignment if required components are not present. 
ACADEMIC POLICIES AND RESOURCE S 
Special Accommodations 
If you need course adaptations or accommodations because of a disability, please contact 
me as soon as possible. Ball State's Disability Services office coordinates sen~ces for 
students '~th disabilities; documentation of a disability needs to be on file in that office 
before any accommodations can be pro,~ded. Disability Sen·ices can be contacted at 765-
285-5293 or dsd@bsu.edu. 
Writing Center 
\ Vant extra feedback on your writing? The \ Vriting Center is a community of Ball State 
students who ,·alue \niting. Come and collaborate with one of our trained peer tutors on 
any prqject for any major. The \Vriting Center is a comfortable, supportive emi.ronment 
for writers from all communilies and backgrounds. \Ve are located in RB 291 . "'/e also 
work with students online. Visit ballstate.mywconline.com. 
Plagiarism/ Academic Dishonesty 
Plagiarism is a '~o lation of academic expectations about citing sources. (See Seclion VII of 
the Student Academic Ethics Policy for specific examples of plagiarism.) "VIlhethcr 
committed intentionally or unintentionally, it can result in failing an assignment or course, 
or even suspension or expulsion from the university. 
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FERPA 
The Family Educational Right~ and Privacy Act protects your privacy as a student. 
University persmmel and faculty are not permitted to share information about your 
academic progress \\~th anyone outside the uni\'ersity (e.g., your parent~) without your 
permission. In this class, we will be using a public \ iVordpress blog. If you would like to 
protect your privacy or prefer to remain anonymous, you may choose to blog using only 
your first name, initials, or a pseudonym. Vvrhatever your preference, you must be willing to 
share your blogging username with eYeryone else in this course (instructor and students). I 
will not be grading or eYaluating your blog postings publicly. 
UNIVERSITY CORE CURRICULUM GOALS 
HONRS 202 Inquiries in the Middle Ages, Renaissance, Enlightenment (3) 
Interdisciplinary exploration of major intellectual, artistic, and cultural achievements of the 
Middle Ages, H.enaissance, and Enlightenment. Incorporates the breadth of the humanities 
(e.g., literature, philosophy, and the fine arts). Open only to H onors College Students. 
Holistically, the three-course Humanities Sequence enables students to achieve many of 
the UCC learning outcomes. HONH.S 202 fulfills the UCC Humanities Tier 2 
requirement. In the transformation from information to knowledge, the course enables 
students to 
• 
• 
• 
• 
• 
Analyze and synthesize knowledge from multiple sources (including both literature 
and the arts) to formulate new understandings of the major ideas, philosophies, and 
modes of thought of the Middle Ages, H.enaissance, and Enlightenment. 
Compare new information to existing knowledge of the Middle Ages, H.enaissance, 
and Enlightenment to identify consonance and dissonance. 
Form knowledge both independently and collaboratively \\~thin a student centered, 
student dri\'en, exploratory learning em~ronment. 
Communicate their knowledge through well-crafted discussions, writings, 
presentations, and projects 
HONRS 202 also fulfills the 'VISER+ "' 'V" designation . Intensive writing is wo,·en 
through the Humanities Sequence, constituting at least 20% of the course content 
and 20% of points used to determine students' grades. 
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COURSE SCHEDULE 
Note: The syllabus or schedule may be changed at the instructors' discretion to better suit 
the needs of the class. 
Week 1: Introduction 
T: Welcome 
TH: Website assignments (Intro Lo Opera) 
Week 2: The End of the Renaissance 
T: \ ;\,!ebsite assignments (Renaiss;mce music) 
TH: Marsilio Ficino, "The Soul of Man" and Pico Della Mirandola, "The Dignity 
of Man" 
Week 3: The Beginning of a New Era 
T: \ ;\,! ebsite assignments (The Florentine Carne rata) 
TH: Renaissance art (Florence) 
Week 4: Getting "Affection~ate 
T: Orpheus 
TH: \Vebsite assignments (Monteverdi) 
Week 5: Dissonance and Contrast, Public Influence 
T: Website assignments (Monteverdi) 
TH: \ ,YebsiLe Assig11ments (Public) 
Week 6: Drama from a Female Playwright 
T: The Tragcd)' of JUariam, Elizabeth Cary 
TH: The Tragedy of 1\fariam, Elizabeth Cuy 
Week 7: History Portrayed on Stage 
T: \ ,Y ebsite assignments (Handel, Giulio Cesare) 
TH: Shakespeare, julius Caesar (Acts I and II) 
Week 8: Julius Caesar 
T: Shakespeare, .Julius Caes;:u· (Finish) 
TH:]ulius Caesar Critical Essay Essay Due 
Week 9: The Art of Propaganda 
T: \ ;\,!ebsite assignments (Lully) 
TH: Selections from Machiavelli's The Prince 
Week 10: A Change of Aesthetic 
T: Website assignments (Gluck) 
TH: Philosophical readings of Gottfried Leibnitzt 
Cultural Event Critiques Due 
Week 11: Social Class and Tension 
T: Candide (.f\11) 
TH: \ Vebsite assignments (Comic opera) 
Week 12: Enlightenment 
T: Website assignments (Mozart) 
TH: Hlhat is EnlighlenmenL:J Immanuel KanL 
Week 13: Don Giovanni Screening 
Week 14: Alternate Don Giovanni Viewing/Updating Opera 
T: Alternate Don Gi01 ·anni screenings 
TH: Special Blog Post due in class 
Week 15: Conclusion 
T: \;\!rap-up, begin Final Prqject Presentations 
TH: Final Project Presentations 
Final Exam: Conclude Final Project Presentations 
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HISTORY OF OPE RA 
The End of the Rmairsona 
mdoclinwdoomhinrtoaut.-: 
r..u.-1 b..umo.U..:.. This pN woold' 
luw filled 1luge cat:Mdul wid\ 
oound. 
M U SIC, CA. 1550 
~ ~!hat do you ha.t? 
<-- Ow:ac~rinics to consider. 
Language 
Secula.rorsac~ 
HowrlllUlyvoices? 
Haw many 1inots of music? 
Wbo • ~d"ormin&? 
Vocal or izu~n~~nmul? 
FattOt:do.,.;. 
•!• Giovanni Pieduigi di Palestrina. 
Popt MomliNI MaJJ 
• }.gnus Dei: sKTed 
•!• Vocal, a cappella (no 
instruments) 
•!• Pe[forrned by men 
HISTORY OF OPERA 
(.""4 ."? 
The FWrmtine Camtrata and the Birth o/ the Baroq11e E ra 
ACADEMIES 
.:• Academy: formal gatherings of gendemen amateurs 
Met to discuss topics that intuesred them 
Wide unge of subjeca (or just one concentration) 
Patron: provide money, meeting place, and snacks 
Com posen 
Theorius 
Poeu 
(• What were the Greeks doing? 
Read about Grtelr: music 
• Moved the emotions mo~ than modem muU: (teu=nber the 
Pak.trina?) 
M onoph ony: single, simple: vocal line 
Modem composers wert writing polyphonic music 
Polyphony: combining twO or more simultaneou$. yet mosdy 
ind_ependent musical lines. 
•:• DO the~s complex lines take away from th~ emotionil poWer. of . 
me~siCr 
PASTORAL DRAMAS 
•!• P astoral Dr.un.a.: a play in verse with music and songs intersper:sed 
• Hued on the idea of bow Grrek and Rom1.11 plays •~o;ere perfonned 
•!• Idyllic love in rural settings 
•:• Poets, patrons, ~d composers loved these simple, mythical subjects. 
..;. P<>liziano's Fawla J'Oifeo 
• floten~lHt 
•!• '"The Pilgrim Woman,." 1589 
•!• Medici family wedding-requested an intermedio 
•!• Camerata wrote the interrnedio 
Theme: the power of ancient music 
• 6 tableau; each depicted the JXJwt:r of ancient music in difk.n::nt 
'W1tY1 with diffi:reot chuacten 
REVIVING GREEK PLAYS 
•!• 16~ Cenrury saw a revival of Ancient Greek plays 
• Sacu 
•!• .Added musical interludes bcrween acts called intermedio 
Unrelated to the play 
• Each interlude is called a table.a.u 
• Combined tableau make up an intermedio 
•!• Medici family Sl2rted requesting intermcdio for all ocasions 
POST-PELLEGRINA 
•!• Camec-ata: <'Was this piece successful? Did it move the emotions?" 
•!~ Too rrruch virtuosity: showing off a performer or composeCs 
Remember all those composers and poets in the Came~tlt? They 
each wanted 10 c.ontributt to tht inttrmedio. 
<) 1'hU styk of ,inging was not • "new'' Kin 
~ Sing epia/stn>phic; poenl' .,.;lh light instrumenl&l accompaniment 
• Solo parts of madrigtls 
* CatPni published ~nv for \'Oi<:e and continuo; S<!;t poetry to musk 
. • IJ,_,IJithr (1602) 
~ Arias: J~roj>hicsolo songs 
• Madrigals: thnmgh rontpDud solo songs 
•!• Strong polyphonic tradition 
• No going back to monophony 
•!• Camerat2 (Galilci) developed the concept of monody 
•!• Monody: solo song with simple accompaniment 
• Different from monophony: solo vocal line without 
acc;Ompanimen~ 
•!· Accompaniment at the time 
•:• Pen's Dttjnt 
• Aorenct, t59~1y fragments remain 
0:• Peri's L 'E;m"dia 
• 1600, Aorcnce 
• Full score rtnuins 
·(o · ~t a~ts before this 

HISTORY OF OPERA 
The AjJtclions, L 'Eundice, and L 'Orjto 
•!• 1600-1750; begins in Flo~nce 
•!• Baroque: French teem &om the Portuguese bom;m, meaning 
•;. "Exaggerated, in bad raste, unnarur2.~ bizarre= 
•:0 Qo,giru.llf a dCrog ativc term 
•!• Baroque 
•!• Affections 
K E Y TE RMS 
•!• RitomeDo 
•!• Ubretto 
WHAT IS BAROQUE 
STYLE? 
'fhe.reilactuaDy nodclJnite«Baroquc. 
Sryle"becausema.nydiffen.~~tllt)4.~ 
of muoic o.klldoped uvoez thoe 150 }'t'flr 
tim~ opan lrnown as the B-roqoe. 
The Baroque n a ~riod: a period of 
•!• lf .Baroque composers prized music for its dramatic pourer, .wh:at 
did they hope for this drama to achieve? 
·:· !\tove the affections: emotions such as sadness, joy, anger, love. 
Thought to be stable states of one's soul 
Once set into motioo by external stimuli through the senses, 
conm:~>ed motions to the soul, ·thus bringing out speci6c 
~nl!,J:?e~artc!, Tbt PaJiiiJfi.J lj tht SoN/{1645-:6) 
-:. 1600, Rorence 
t:• ~uested for a Medici family wedding 
-. :Qva,badowN by the hone: ballet 
•:· One unportant musical innovation : Recitative 
~ R ecitative: speech-like song that is a halfway point between sp~kcn 
::~d~ogi.l~ :~~ ~ung songs 
OTHE R INNOVATIONS 
•!• Sinfonia: generic term used throughout the seventeenth cenrury 
for an abstract ensemble piece 
•:• Ritornello: instrumental refrain 
•!• Used in conjunction wlth recir.~cive and :uiu 
•!• At this tim~ arias are poetic songs set in a strophic style 
• (But this will be changing in about 20 yean) 
•!• Claudio Monteverdi (1567· 1643) 
• Born in Cremona, Italy 
• Worked u a composer for the Gonzaga family in Mantua, Italy 
•!• Lbretto by Alessandro Sttiggio 
• Libretto: "linle book" poetic text set to music in an opera 
• A /iimaiJ!v,,ritu libretto 
~!· l.:.Urfeoprenllered in Mantua, Italy in 1607 
Open ii on the move! Spreading from Aorence to Rome.- Mantua, 
Vwu,etl:.. 
~ G:Uni;e11~10theU~ 
tf~!ll"'po;>'W•of-.: 
~ O!llflnf l:l:&dn wrth hi• 'F/.inpg 
~ S..wnEurydia: 
L'ORFEO 
<- Mon~rdi dn:'iL' on 1 We.- rangr of mus.ic.al styb and g=n:s 
•:- U~ greater musical contruu to sha~ music, drama, and apren tbc tat 
• This D mo~ impott:ant inoontioa-norf! nen ~kl 
<0> F~~one&ril forOrfeoine.cb act 
• O.Onli do5t:ll I'Kb act by Co~D~Dt:Dring on lb .. ~itmo.tion 
(• ~rget'. .more. v•ried ordu:stn 
<0- Ann, '('tcit.a!Ives, duets, d.nas, eo&e:mble m.drigah 
• MMtipl; du:oogb-compo.ed 
L'ORFE O E XCE RPT N EXT WEEK ... 
•!• Aria: 'Yi ricorda o bo~chj ambrosj" •:• Prima and Seconda Pcarica 
• Orfeo !inging at hi! \\l't:dding 
• Celebratory 
•!• Recitative: '~hi. caso acerbo" •:• Arioso 
• Messenger arrives ro tell of E uridice's du th by snakebite 
•:• 1620s and beyond 
HISTORY OF OPERA 
<:''<- ., 
Secondo PraJica, An'a, Arioso, and ~tilative, L'incrmmai}tmt di Poppea 
•!• Prima Pratica 
•!• Seconda Pratica 
•!• Text Painting 
•!· Dissonance(s) 
•!• Monrcverdi is using musical elements to portray the text 
•!• T h1s is called text painting 
• Technique developed in madrigals 
• Monteverdi wrote many madrigals 
•!• Monteverdi used these dissonances in his ope u s and his madrigals 
•:• Not everyone was happy about this 
·• R£mc:mber, change is 1\ow . . . 
•:• Or:feo's Lament:~ 
Immediately foUows the messenger seem: 
Orfeo is singing about Euridicc:'s death by snakebite 
VE.RYnd 
VERYernotinal 
ll=l 
•!• Ciullo Caesar:e Monteverdi responds to Artusi's pamphlet in 
Mont~ve[di's next book of madrigals 
0:. P rima. Pratiea: (First Practice) sixteenth-century style of polyphony. Music 
· n more irnportllnt than the text and must foUow its own set of rules (This is 
~t Artu3i prcf.c.m:d) 
0:. . ~nda Pratica: {Second Practice:) music serves ro heigh teo . 
.and rl:tetaiiQll.power of the words, and therefore can bretk ~i"oofltl ~leS. :~· 
•:• Monteverdi's philosophy: the music and the text are equal partners, 
and when the correct balance was achieved between the two, musiC<~! 
drama c:an be created . 
•:• Te);:t d Oves music, which drives drarru 
. . ¢-.... ' 
~ Uses blank-~rse ~rry: settn to ele~n syllable lines, has no rhyme 
oCt "Dialogue" of the open 
·~· Concepts from last time: 
• lui• 
•!• .~s open. develops throughout the century, these types o f music 
continue to develop ' 
'-' Emerge! as iu own distinct fonn in the 1620s 
• Not the 1ame thing •• Caccini'1 uiu &om u.d.il:~ 
·> Lyric.al lines- W speech-like rhythms 
~ Untally K t to ~ev= or eight syllable lines of poelfJ (cleAr rilyme scheme) 
•:• Last opera Monteverdi wrote 
~:· 1647 
.;. Actl, scene ii 
(• BJend of recitative, arioso, and aria 
HISTORY OF OPERA 
c-.. _, 
The first p11blic upero hoNst, the gmeralion t!/itr Mo11teverdi, and tht aria 
•!• Monody moves the emotions 
• Providt:s the ba5is for opera 
0.:• Seconda Pratica: dissonance allowed tO express text 
•:• Musical conventions: 
~· R~tive 
K E Y T E RMS 
............ .... .......... ... .. _; -..::> 
•!• Commission 
•:• Public opera house 
E STABLISHED SO FA R 
•!• Only men singing 
•:• Chorus sings after main characters have left stage at the end of 
~ch act to sum up the situation 
.eo Subject matter: mythological characters 
<- Opera·s .ace commissioned works by wealthy patrons 
First public opera house opens 
eras are no longer only sponsored by wealthy patrons 
TeJ't "' music in uunen o r import.Auce 
Equal b..Jance bct'.vecn three main elements of open: mu$ic, 
~1/co,tumes, ICJ't (/ibrttt11) 
Scenes ,.,~re 11 blend of nill, uioso, and rec:it11tive 
Short uiu and uiosos, longer, mo~ emotionally e:q>tolliYe recir.a.tn~ 
(o <:pen is now s. p.b& gen~ and s. AwsiNU 
.:> Inspires :wmechs.nges: 
<- Subj«t matter. histories.! figures, less mythology &-iontevadi's lut open in 
1642 .,-a .bout histories.!. rJSUres Poppes. and Nero) 
-.:. Casts or operas become smaller 
• '-:C'rf mull (or no) choro• and dancen 
"' ~-~omeshorter 
• _J -aro:ins~e~odor 5 
0:• Post-Monteverdi composers focus more on music than on the text 
Recitative: all about the tt:xt 
• Aria: more about the mwic 
• Which one do you think received the most attention now ••. ? 
('o Arias become longer, more emotional 
~!· . :Mo~ ~strumental suppon added to arias 
THE FALL OF RE CITATIVE 
•!• Co~p~~~d~~;;~~,~-~~~stt~1 com~;iri~~~·q;;;~~iliat arias 
allowed 
•!• Recitative became the neglected style, and the following changes 
develop: 
-!• Becomes faster 
<• Less emotional 
• Just tdlJ plot info.n:nation 
• SinS-through quickly to get to the aria 
•!• Ope[.i by Antonio Cesri, (1623·1669) 
• Pos!-MotUt:Ye!di oornpo$et 
•!• Premiered in 1656 
<• Act IT, scenes 16 and 17 
•!•- Recitiave: E dx si fa? 
• lmm 
REDEFINED ROLES 
."!• 25 years past Monteverdi's death, thell~ WllS a new sun dud for aiD./ recit 
•:• .Recitative: relay plot information quickly and set up the siruarion about 
wlUcb the aria will be sung 
•!• A.riu: deeply emotional, most important pam of the oper::a 
•:• Opera scenes follow thiS pattern: 
<!) ~lW:ivi; ari1, u~ciutive, ada., ccciD.~, aria ..•• an and on 
N EXT TIME 
·:• G. E H andel 
•:• OpeC2seria 
•!• .M ot:t on Arias and Reciratives 
HISTORY OF OPERA 
<:""-*·' 
G. F. Ha•tk~ Opera Sma, thr Da Capo Aria 
•!• Ca. l 650 women gain recognition as opera singers 
•!• Anna Renzi, leading lady of the Venetian stage 
•:• Singer$ gain renO"J.'fl, rise in popularity 
• Di\"'a 
VIRTUOSIC ABILITIES 
•:• Sopranos were the most revered kind of singers 
(• Especd.lly those capable of singing fast, ornamented, melismatic 
p....ges 
•:• Ornamented: embellished melodic lines 
.00:• Melismatic (Melisma): singing multiple nores on one word 
•:- Audiences.become less .interested in opc[J.tic plots 
•:0 . Mort c~nled with their favorite snm and the new arias tbey are 
<Co As compo5en wished to showcue open Jin~n· abilities, • new con\~tion 
(> Tho: Da Capo A.ria h«amr th., new standard of tO. composition uound 1700 
• DaUpo: "the top" 
-:> TI:u=-p .. t foan 
~ · A: '!'!lin emolion i! pn::!ented tho ugh • mekxl.y. Small ounount of re.xt, ustallr 
~~multiple timet. 
~ . 8:. cOntrUting emotion is presented though 1 contrasting melody. N e'll.' ten.. 
•!• £t bmnu* d'amar 
• From Srrn by GF J-landd 
-.:• _A section: Se bnmate d'amar, chi vi sdegna voU sdegnarvi, a come 
.•!• .R ~_qo: La vostra ira crudel me l' insegna, tento-fudo, e 
• .Pruniercd his fint open at tge 19 
• Learned hO"J.· to write Italian opera seria 
. ~!· Moved to London 
· • Began composing opeyu for the Royal Academy {1720-?8) 
-!• The Da Capo Aria became Ill. important element of opera snia 
Mostpopul.u/ 1\':!lown..dgftl..fr of ol""'ra of tho. late 16005-early 1700. 
• halia..a 
' Serioua ploU concerning hi.torical rJgUres Of mytboiogiaJ ~ng1 {10~ 
bolh) 
.. ,..,.. 
• Act 1: Lon.ger.t, inrroduot maio chan<:1er.. iotroduot p\01 
• Act 2; The plot dUckeru! How ri n evn rewlve? 
• .-\ctJ: .Resoi\Oe confiict, end bapp~¥ Sbonet~t aa. 
~:; .Stnrt llltcm~~tion bct..-een recill.tM md uia 
0:• Two.~offfcitative: 
.eo Simple recitative: Uttk ordiestnl accomplUliment 
(o Ao:compat~ied rc:dtati~ full orchestntion be-neath vocal line 
• -!• Handel interw1:avet aria, recitatiYe, and ario50 (.,•hicb at this point ~just 
~arias) in his scenes, ttmi.ni5Cftlt of Mont~rdi 
<0- lnstrumet~W interludes to mark important plot moments: battles, cen:u:i~ 
•!• Royal Academy dissolves by 1729 
• Stttssed financially by singers' rising salaries 
•:• Rise of Enghsh opera 
• 1be English did not lilu castrati and wanted operas written in their 
own language: 
00:• Handel focuses on another gence: the sacred ol'4rorio 
• M,;;~, for e~ample 
•!• Opera moves to France! 
•:• Jean-.Baptiste Lully and French opera 
HISTORY OF OPERA 
(~"* ·' 
]eon-Bapuste LII!J and French Opuo 
JEAN-BAPTISTE LULLY . 
•!• Born in Florence, I ta.ly 
-•!•. Composed in France 
. .:;. King Louis XIV's favorite composer 
'(~· ~p.$idered· the quintessential FrenchBuoque composer 
-!• Wrott:'ballets, .comdit balltt.r (ballets with stories/ spoken_ ~ia.l~).-and · ·: · · 
•!• Comedic ballet 
•!• Tragedie-en-musique 
•!• Ritournelle 
"!;. Lull)' writes the first French open in 1673 
• 73 yun after the fmt Italian oper:a 
(• What took the French so long to develop their own open? 
Strong ballet tnditioo 
• E.-fy opeHJ perfonned in Jtaliall "~""met with artistic lllld political 
, n.'USIII.OCt 
• Fr:uJcc: poetry> music, Italy: mu$1c > poetry 
·•:• _A ·~!cal tn.ged~-en-rnusique: 
' . OvertU.tt (••nlo unce entry of the kin&) 
~ :{dalicaled lo glorifying the Iring) 
• .A~ di..;-ided into Kenes 
FRENCH OPERA 
•!• Components of scenes: 
Ricitatif 
• likt I talian ~alive, bot modified mutic.lly to KCOmmOdate the 
Fnnchb.ngu'l,t 
• Aoa,. more Moat~rdi--etquc is! tf)'k 
• Noca~orfanc;yvoc.J writi:na 
Ritoumellt 
• Lik<e lta.lim Ruomdo--UutnUJlelltll il:ate!Wde 
DIVERTISSEMENTS 
•!• Literally translates tO ''diversion» 
•:• Contlins chorus, ballet dancing. singing. and other scenic 
•!• Occurred ar the center o r end of every act 
.:..- nc: ~brettist had to link the divertissement to the rest of the plot 
THE LIBRETTI 
•!• Lully's librettist \lo!aS Philippe Quinault 
.:• Quinault cleverly wove political propaganda (favoring the kinfJ 
mto the operatic plocs 
•!• Ideal, well-ordered, dtsciplined society 
•!•. Mythological settings enforced Louis XIV's attempts to d..otw 
parallels between his kingdom and Ancient Greece and Rome 
ARMIDE, 1686 
•!• Considered to be Lully and Quinault's finest work 
•!• Dtvertissement from the end of Act Jl 
• Sorcert:ss Armide commands her army of demons to put the 
bero Rr:naud to death 
character (Annide) 
V TI;US \InS -way ahead of its time! 
•:• Another era of reformation: Gluck and Calzabigi's problems with 
•!• Gluck's L'Orfto 
"'!• Ope:a and _the Enlightenment change of plot 
._.-. The ciS~ of comic· opera in the galant/ classical period 
GALANT STYLE 
1720-1780 
• Beginning of the C lassical era-transition from Baroque to 
Classical 
• Began as a rebellion against Baroque painting 
• Dramatic elements. movement, chiaroscuro: light/dark 
contrast 
• Baroque music was too complicated, embellished, and 
ornamented 
• Music should not be mentally taxing-relaxed, casual 
• No precise definition or translation-the word was used 
for anything good. fashionable, important 
• Like "cool" or "bae" are used today 
BAROQUE VS. GALANT STYLE 
(IN TERMS OF "ORNAMENTATION") 
WATTEAU, "THE MUSIC PARTY" 
CA. 1718 
GALANT OPERA 
• Johann Adolf Hasse 
• C/eofide 
"Diqli ch'io son fedele" 
• 1731 
• Opera seria 
• How does this sound 
different than 
Handel's aria from 
last week? 
• Simpler vocal line 
• Shorter phrases 
• Less elaborate 
me lis mas 
• Lighter 
accompaniment 
• Less complex 
accompaniment 
• Italian Opera Serio 
was still being written 
in the galant style 
I OPERA AND THE ENLIGHTENMENT I 
Enlightenment principles: 
Reason and observation 
• Natural law/rights/improving the human condition 
• Expression of emotions in a natural way 
Ctossical composers believed that opera seria's rigid 
forms-were not allowing for this natural expression 
1750s-reforms to opera 
More natural 
Modified , simplified do capo aria 
Influence from French opera, which was more dramatic, 
expressive, and flowed more naturally than Italian opera 
Orchestra and chorus play a larger role in the drama 
PROBLEMS WITH OPERA SERIA 
• Early Clossical composers thinK that opera seria needs to be 
reformed 
• Plots are too convoluted and the pacing is too slow 
• Composers wanted to make the storyline more interesting 
Librettist Pietro Metastaslo streamlines opera seria 
Cut out unimportant charade~ 
• Omi~ unnecessary plot lines 
• Writes 27 3-act librettos that composers turn into over 800 operas 
• Other composers start to wonder if the music is the problem 
Recit, aria, recit, aria, recit. aria. repeat ... for 5 hours 
By the end ot the Baroque era, the music was bad to driving 
the texf, instead of the !ext driving the music 
I GLUCK AND CALZABIGI'S REFORMS I 
Christoph Wllllbald Gluck and Raniero Calzablgl 
• Composer and Librettist 
• Working in Vienna 
• Many opera houses--exposure to French, Italian. and German opera 
• Their operas are a synthesis of these three styles 
No mare do capo aria 
• "A beautiful simplicity" 
• NO ornaments UNLESS they are dramatica lly significant 
More a ccompanied recitative to blend with arias more 
naturally 
Orchestra contributes the the mood of the scene 
• Before this, no one listened to the orchestral overture. Now, the 
overture contributed to the drama of the opera's first scene 
• Chorus is bad and can interact w ith main character while the 
main c harac ter is singing 
• Plot unfolds more naturally and evenly 
GLUCK AND CALZABIGI'S CHANGES 
• This is a big deal! 
• Gluck is asking everyone to change their behavior 
• Audiences 
• Composers 
• Singers 
• Not everyone thought that opera needed to be "fiXed" 
• Wrote two operas together: 
• Orteo ed Eruidice (I 7 62) 
• Alceste (17 67) 
• Became very famous 
• While in Paris, Gluck published the libretto to Alceste 
• The preface explains how he alone reformed opera seria 
• Calzabigi is not amused. 
NEXT TIME .. . 
• While opera seria was changing, comic opera was 
becoming it awn entity 
• Italy: intermezzo. opera buffa 
• France: opera comique 
• England: ballad opera 
• Germany: Singspiel 
• Comic opera+ Gluck's reforms = opera in Mozart's 
era 
L'ORFEO REVISITED 
• Act II. Scene I 
• Orchestra and chorus open Act II and set the mood 
• Orfeo is in hell 
• Chorus sings 
• Orfeo' s aria 
· Simple 
• Unembellished 
• Chorus is involved in the aria 
• 1760s- nearing the end of the galant, so Gluck's 
music is more complex than Hasse's 
INTERMEZZO 
• Type of Italian comic opera 
Performed in 2 or 3 segments 
• These segments were performed between the octs of on 
opera serio production 
Developed due to the purging of comic 
characters/plots from opera seria 
Intermezzi gave comic c haracters their own p lot 
Plots were unrelated to opera seria they accompanied 
2-3 c haracters 
Often parodied the dramatic and musical excess of 
opera seria 
Aimed toward a middle-class audience 
• Depicted ordinary people in everyday sityotions 
COMIC OPERA EMERGES 
1700 
• Opera serio and comic opera separate to become their 
own genres 
· Why? 
• Pietro Metastasio (librettist) streamlined opera seria 
• Following the teachings of Aristotle 
• Metastosio's changes led to comic elements being cut from 
opera serio plots 
Counteraction: opera houses in Naples and Venice 
develop comic operas called intermezzi 
(intermezzo) 
• These operas often offer social criticism of some kind 
PERGOLESI 
Giovanni Battista Pergolesi (171 Q-1736) 
Primary composer of early 181"-Century intermezzi 
La servo podrono (1733) 
3 character.; 
Uberto--boss 
• Serpin~soprano 
• Vespone--mute 
• Plot questions social hierarchy 
Uberto's aria: "Son imbroglioto io" 
Comic bass-basses can hove lead roles in comic operas! 
Uberto sings about being all mixed up 
Different orchestral textures and fluctuating tempo contribute to the 
confused mood 
Range 
Difterent from a Handel orio-does not follow do capo form. 
More experimentation in comic opera 
OPERA BUFFA 
• Blanket term that describes different genres of comic 
opera: 
• Dramma giocoso (Jesting drama) 
• Dramma comico (Comic drama) 
• Commedia per musica (Comedy in music) 
• All are full-length works (unlike intermezzi) with 6 or more 
singing characters 
• Sung throughout (other countries didn't do this) 
• Plots: ordinary people in the present day 
• Questioned social hierarc hy, echoing Enlightenment 
principles: 
• Are the nobles the most ethical? 
• Are the nobles the smartest? 
OPERA BUFF A ARIAS AND RECIT 
• Rapid-fire recitative 
• Usually only piano accompaniment 
• Most arias are written in da capo form, but in the galanl 
style 
• Short. tl!neful. repeated phrases 
• Simple accompaniment 
• Comedic equivalent to the Hasse aria from last time 
Leonardo Vinci (1696-1730) 
• Composer from Naples 
• Pioneered comic opera arias 
• Some followed da c apo style with full string 
accompaniment 
• Others were simpler. shorter. and had only piano 
accompaniment 
OPERA BUFFA 
• Characters: 
• Servants 
• Caricatures of aristocrats 
• Vain divas 
• Oldmen 
Deceitful husbands and wives 
Bungling physicians 
Boring lawyer.; 
Pompous military commander.; 
• Lower class usually outsmarts the nobility 
• These characters are derived from the 161h-Century 
genre of Italian improv comedy, Commedia dell 'arte 
LATER ITALIAN COMIC OPERA 
• Comic opera genres (intermezzi and opera bulla) 
continue to deve lop throughout the 181h Century 
· Ca. 1750 
·Carlo Goldoni (1707-1793) 
• Italian dramatist who changed libretti yet again 
• Introduced serious, sentimental, or woeful sub-plots 
into comic opera 
• Ensemble Finale 
• Begins to appear in the operas of Logroscino and Galuppi 
• End of each a c t 
• All chara c ters appear on stage while the action continues 
• Become more animated until all singers are on stage and 
singing together 
FRENCH COMIC OPERA· 
• French version of comic opera was called Opera-
comique 
• Began to develop ca. 1710 
• Main composer was Jean-Jaques Rousseau 
• Loved Italian melody and emotion 
• Italian musical inspiration ca. 1750 inspires the French 
genre's growth 
• Plot content was inspired by French vaudeville acts 
• Opera comique productions were a mix of singing 
and spoken d ialogue 
NEXT TIME 
GERMAN COMIC OPERA 
• Singspiel: opera with spoken dialogue, musical numbers. 
and usually a comic plight 
• .Johann Adam Hiller was the main composer of Singspiel 
• Featured a blend of music: German folk songs, Lutheran 
hymn/chorale tunes. some Ita lian-style arias 
• Plots were German folk tales. often concerning some 
kind of supernatural element 
·Ballets 
• Spoken dialogue 
• Singspiel was a mix of German. Italian. and French 
comic opera 
HISTORY OF OPERA 
CHARACTERISTICS. 
LATE CLASSICAL 
MOZART: CHILD 
PRODIGY 
• Born in Salzburg, Austria in 1756:11 
• One of the most influential com~ of the Late ClasSiCal ~ ~ ~· .. ·· 
CHILD PRODIGY 
FREELANCING 
TEENS AND TWENTIES 
ECONOMIC DOWNTURN 
AND DEATH 
MOZART'S MUSIC MUSICAL STYLE 
OPERAS OPERAS 
MOZARTS COMIC OPERAS LE NOZZE Df FIGARO 
History of 
Opera 
Mozart and Do Ponte: 
Cosi ton tutfe and Don Giovanni 
Singspiel: 
Die Zouberflo te 
Do Ponte's Libretti 
o Do Ponte 's collaborations w ith M ozart highlight his political 
beliefs 
o Questioning the European oligarchy 
o Effects o f the Enlightenment and Renaissance 
o Championed the French Revolution and the American 
Revolution 
o Influenced by his lite in Venice-the city's moral/ethical code 
that both permitted and condemned degenerate behavior 
o Libretti depict characters of different social classes 
o Lower classes hove greater moral/ethical qualities than those of 
higher social standing 
o Known for his ability to fuse the c omedic with the dramatic 
and depict characters who possessed both comedic and 
serious qualities 
Lorenzo Do Ponte 
0 1749-1838 
o Born in Venice, Italy 
o Jewish heritage 
o Converted to Catholicism 
o Took minor orders in the Catholic church 
o Hod affairs/organized a brothel 
o Banned from Venice tor 15 years 
o Aller some travelling, he settled in Vienna 
o gg~aJ>;6~c!~~; with Mozart for Cosi fan tuft e. Le Nozze di Figaro, and 
o Librettist 
o Moved to America in 1805 
. o Professor of Italian literature a t Columbia College 
0 ~~~~~~~~0~~ ~~=r~~t~6~Jg~ga~y6n New York that was a 
Cosi fan tutte 
(Women are like that) 
o Opera buffa (1789) 
o Considered the most scandalous of the 
Mozart/Do Ponte collaborations 
o Tells of two couples 
o Fiordiligi and Guglielmo 
o Dorabella and Ferrando 
o Guglie lmo and Ferrando make a bet with an 
old philosopher. Don Alfonso. that e ac h man 
c an make the other man's fiance fall in love 
with him 
o Mistaken identity/disguises .. c hoas and hilarity 
ensues 
Cosi fan tutte 
(Women are like that) 
o Do Ponte's mistress sang the role of Fiordiligi 
o Mozart didn't like her, so to make fun of her, he 
wrote her an aria ("Come scaglia") with lots of 
extreme range jumps in it 
o She had a habit of dipping her chin on low 
notes and throwing her head back on high 
notes, so Mozart wanted her to bob her head 
like a chicken on stage 
o The theme of "fiance swapping" has origins as 
early as the 131h Century 
o Boccaccio's Decameron 
o Shakespeare's Cymbeline 
Don Giovanni 
o Three levels of characters: 
o Donna Anna and other nobles 
o Emote in the elevated. dramatic tone of opera serio 
o Leporello (Don Giovanni's servant) and the peasants 
o Marked by the buffoonery of opera buffa, although they 
still are clever and moral 
o Don Giovanni and Donnci Elvira 
o Don Giovanni:-duplicitous seducer who can be both 
comic and serious 
o Donna Elvira: Don Giovanni's former lover; she takes 
herself seriously, but is really a comic charac ter 
o Do Ponte depic ts these differences in the libretio 
o Mozart expresses them musically 
Don Giovanni 
0 (1787) 
o In this collaboration, Do Ponte and Mozart 
were able to explore the interactions 
among social classes more thoroughly 
than ever before 
o Treat Don Giovanni as a serious character 
o Previous depictions had c harac terized him as 
comical/farcical 
o Incorporate elements of opera seria into a 
comic opera ( dramma giocoso) 
Don Giovanni 
o Act I finale 
o Blending of social classes 
o Mozart composes a finale that features 
three dance bands p laying on stage 
o Each band plays music to represent the 
characters ' different social classes 
o Nobles: minuet 
o Don Giovanni: contredanse 
o Servants/Peasants: rustic waltz 
Die Zauberflote 
(The Magic Flute) 
o Mozart 's final opera 
o Singspiel: comic opera with German text 
o Spoken dialogue instead of recitative 
o ~~~a1~~~~n~~z~r~'s music designates this work as the first 
o Paves the way for German Romantic opera composers Weber 
ondWogner · 
o Mozart interweaves elements from different genres: 
o Italian opera seria 
o German folk music 
o Soloorio 
o Buffo ensemble 
o German recitative (a new convention) 
o Solemn c horal scenes 
Next time ... 
o Don Giovanni overview 
Die Zauberflote 
(The Magic Flute) 
o Supernatural elements 
o Queen of the Night aria 
o Famous soprano aria 
o ... you'll see why 
History of Opera 
Don Giovanni Synopsis 
Act I 
• Spain. 1600s 
• Scene 1: Leporello complains about his current 
life as Don Giovanni's servant. Don Giovanni 
(masked} ente". followed by Donna Anna. 
whom he's been trying to seduce. Af her cries for 
help, her father, the Commendatore. appea". 
DG kills the Commendatore and escapes with 
Leporello. Donna Anna and her fiance, Don 
Ottavio. swear vengeance on the unknown 
murderer. 
Characters 
• Don Giovanni: young, extremely promiscuous nobleman 
• leporello: Don Giovanni's servant 
• II Commendatore (Don Pedro): elderly nobleman/officer 
• Donna Anna: Don Pedro's daughter. engaged to Don 
Ottavio 
• Don ottavlo: Donna Anna 's fiance 
• Donna Elvira: one of Don Giovanni's bitter ex-girlfirends 
• Zerlina: beautiful. sassy peasant girl 
• Masetto: Zerlina's fiance. a lso a peasant 
Act I 
• ~~Tn"; ~~~~d~~~~~oh:~Y:V~~r 8cw~t7~~~;~~~n~~eg~t 
her, only to realize that it is his former lover. Donna Elvira. 
She is livid, and DG runs oway. Jeaving leporello with her. 
Leporello tells Donna Elvira that DG is not worth her time 
and informs her about DG's extensive sexual history. 
• Scene 3: Masetto and Zerlina 's wedding. DG arrives and 
h~n~6~~=~~;: z~~lfnka1.0H~i~sc~~~~J~~~~!~7~1~~7ils0~~~b 
Elvira arrives and takes Zerlina away. Donna Anna and 
g~~~~~~~~~7~7~-~~~~~r~Th;Ye~feeafdf~h6G for help, 
unaware that he is the murderer, but then Donna Anna 
recognizes him. Meanwhile, the rece~tion has not been 
Jh~~,2 ~~~ ~u~~gi~~i~~t~ovu:~e~(lHh~ ~gsnl~rfgrello to 
Act I 
• Scene 4: Zerlina tries to pacify Masetto. only to be 
interrupted by DG. He tries to seduce Zerlina 
again after Masetto runs away and hides. but 
once he d iscovers Masetto. he returns Zerlina to 
him. Three masked figures appear (Donna Anna. 
Donna Elvira. and Don Ottavio) and Leporello 
invites them to DG's party. 
• Scene 5: At the party, DG attempts to seduce 
Zerlina again, but she scre ams and he is 
discovered . He blames Lepore llo, but Don 
Ottavio, Donna Anna, and Donna Elvira unmask 
and tell the guests everything. DG escapes. 
Act 2 
• ~c;,r:;;;,~~;j~,5(~\~'(;'t~a~:t L~~~~k, ~~~~~ 
seducing his w ife. The statue speaks. w arning DG 
that his laughter will not lost post sunrise. DG laughs 
anyway. tellin~ Lepore llo to.1nvite the statue to 
giG']~~it':,~g~ ;~fuae"~~st;.?r9 oh~s;~~~~s~~t~'eso 
statue nods and accepts. Inscribed on the base of 
the statue are the words: " Here I am waiting 
revenge against the scoundrel w ho kil led me." 
• Scene 4: Don Ottavio proposes to Donna Anna, but 
she thinks It's too soon after her father's death. He 
rsh!~~sf~~~;~lb;~~~g~;lh~t she assures him that she 
Act2 
• Scene 1: O utside of Donna Elvira's w indow, DG a nd 
l epore llo swap c lothes so tha t DG can seduc e Donna 
Elvira 's ma id . leporello. dressed a s DG. lures Donna Elvira 
into the street and leads her away. M asetto and his 
friends a rrive , looking for DG. Sinc e DG is dressed a s 
Lepore llo. they d o not recognize him. He says he a lso 
ha tes DG a nd joins their sea rch pa rty. The n. he takes 
M a setto 's weapons a nd bea ts him up . Zerlina arrives and 
consoles M asetto. 
• Scene 2: Donna Anna. Don Ottavio, Zerlina , and Masetto 
find leporello w ith Donna Elvira . l eporello's true identity is 
revealed. he begs for mercy. and runs away. Don 0 1tavio _ 
is convince d tha t DG m urdered the Commendatore . a nd 
he swears vengeanc e !again). Donna Elvira has 
conflicte d feelings a bout DG . 
Act 2 Finale 
• Scene 5: At d inner. DG listens to music as he 
d ines. Donna Elvira arrives and begs him to 
change his w ays bec ause she loves him . He 
laughs her off and te lls her that he will never 
change. When she leaves. DG hears her scream 
with terror and asks Leporello to go see what is 
wrong. He re turns. terrified: the sta tues has 
arrived for dinner. An ominous knocking sounds 
at the d oor, and DG answ ers it to reveal the 
sta tue. The Commendatore statue offers DG one 
la st c hance to repent; DG refuses. A c horus of 
dem ons c arry DG to hell. 
Act 2 Finale 
• All of the main characters return to find Leporello 
hiding under the dining room table. Don Ottavio 
and Donna Anna will be marrying when Anna's 
year of mourning is over. Donna Elvira will be 
joining a convent. Zerlina and Masetto will go 
home for d inner. Leporello leaves to go to a 
tavern in search of a better master. 
• The End 
